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FRANZ JOSEPH HAYDN (1732-1809) 
Salve Regina in G-minor 
Haydn's setting of Salve Regina in G-minor (Hob. XXlllb: 2) was written in the year 1771. 
During this period of his career, Haydn employed a Viennese version of the Italian style 
of composition in his sacred music and oratorios that is evident in this piece. Original ly 
written for four voices, solo organ, and strings, Salve Regina is, in accordance with the 
organization of the text, constructed in three movements of varying tempo. The open-
ing adagio section begins with a substantial organ solo. The organ provides not only 
expressiveness in this piece, but also a structural backbone with it s ritornello-like intro-
ductions and cadential passages. A quick middle section and a final al legretto, prefaced 
by a short largo, make up the remain ing port ions of this Salve Regina. 
As a Christian, Haydn was known to take much comfort and hope in his relat ionship 
with the Virgin Mary. He composed both his Missa Ce/lensis and the "Great Organ 
Mass" in honor of Mary and, according to what has been deemed plausible anecdot 
evidence by scholars, composed either this Salve Regina, or his Stabat Mater (a not: 
Marian text) as an offering of thanksgiving for his surviving a severe illness in 1770> 
In his sacred vocal music, Haydn's most important conceptual image is one of salva-
tion. To portray this, Haydn would, towards the end of his pieces, create a musical 
depiction of a new state, perhaps a state of grace. In this particular piece, Haydn does 
th is by ending on a G-major chord-an upl ifting finale to a piece in the serious key of 
G-minor, a testament to both Haydn's personal interpretation of the text as well as his 
own personal religious identity. 
-Mary Henriquez, CFA B.M . '10 
Historians in the twentieth century classified Franz Joseph Haydn as an "absolute" 
musician, speaking of his musical wit, motivic saturation, and originality of form; on 
this last point, he is widely considered as the "father of the symphony." Haydn demon-
strates his musical wit through compositions such as the fo rty-fifth symphony ("Fare-
well," a work of subtle rebell ion against his employer, as in the final movement, each 
of the performers, one by one, snuffs out the cand le at his stand and departs until only 
two violinists remain) and the ninety-fourth symphony ("The Surprise," wherein he 
lures the audience with a calm second movement, only to surprise them with a single 
sudden forte burst from the full orchestra). Haydn's sense of humor carries through 
even more somber works, including the Salve Regina in G minor, the second of two set-
tings he wrote on the Catholic text. 
Haydn contracted a "raging fever" in 1770, his suffering so dire that his brother Mi-
chael, who was employed in Salzburg, applied for leave to visit him at the Esterhazy 
court where Joseph was Kapellmeister. Haydn had commented that he would "vow to 
compose a work of thanksgiving to the Virgin if he were cured of [this] serious illness," 
and in 1771 the G minor Salve Regina likely came as the fruit of that oath. 
The slow opening movement immediately presents the organ as an outstanding anti 
unifying feature of the piece; although the organ still mainta ins its continua function, 
Haydn writes for the organ a significant amount of acrobatic solo material. The entry 
of the chorus provides another of the unifying musical ideas of the piece: sustained and 
unstable harmony, settling to a more stable sound. He cleverly displays his wit in the 
suspiring gesture when the vocalists proclaim that it is "to you [the Virgin Mary] we 
sigh," and in the chromatic dissonances heard as they sing of "groaning and weeping." 
The triple-meter, dance-like second movement, in contrast to the first, beckons the 
Virgin Mary to hasten her intercession, to turn her eyes mercifully toward the sinners 
on earth. At first, Haydn provides nothing for the organ beyond its role as a continuo 
instrument, but in the middle and at the end of the movement, Haydn surprises his 
audience by introducing the organ as a soloist again. 
In the brief third movement, Haydn echoes the slow tempo of the first movement, 
providing the tenor with the opportunity to plead for Mary to reveal her son that man 
may return to Eden from his earthly exile. The solo organ reappears after the tenor's 
lament, recalling the first entry of the chorus at the beginning of the piece. 
opening of the last movement reads almost like a concerto for strings, chorus, and 
c, ' first a forceful, harmonically tense declamation of the chorus followed by now 
fa,, , r-sounding acrobatic gestures played by the organ. In this movement, Haydn 
shows the most clever orchestration and musical ideas of fhe work: the singers, in 
imitation, carry dolorous legato lines recalling texts from earlier movements while the 
violins play crisp staccato arpeggios under them; interrupted cadences resulting in 
sudden changes of texture; a subtle alteration in orchestration that leads to an abrupt 
harmonic shift. The agitation Haydn exhibits through much of this movement wanes 
as the music ends, with a pianissimo conclusion that quickly brings inward the energy 
that had pervaded. 
ARTHUR HONEGGER (1892-1955) 
King David 
-Patrick T. Waters, STH M.S.M. '08 
A Symphonic Psalm in Three Parts after a Drama by Rene Morax 
Murderer. Vengeful. Lustful. Adulterer. Objectifies people. 
When describing the typecast characters of any given story, we usually reserve these 
descriptors for the evil villain; we expect that the antagonist acts opportunistically and 
puts his or her own interests above others at any cost. However, in Arthur Honegger's 
Leroi David (King David), these characteristics aptly describe the protagonist, David, in 
this narrative of "shepherd's-rags-to-king's-riches." Rising from the degraded status of 
a mere sheep herdsman to that of celebrated royalty, David's newfound power leads 
him to lust after another m.an's wife and kill her husband, to indirectly kill his own son, 
Absolom, and to count his subjects as his own objectified possessions. Within each of 
these sins against humanity and God, nevertheless, lies David 's vindication: through 
his ensuing genuine repentance and change of heart, he remains a hero in the eyes of 
his lc;r elite subjects. Today, some might cal l David's "waffling" a sign of weakness, 
bi: rs might liken David to Harry Truman and his "the buck stops here." Honegger 
lean" ,oward the latter, concluding the drama with music that celebrates David while 
pointing to another, greater hero that will follow. 
In 1903, Rene Morax (1873-1963) created the Theatre du Jorat with his brother, Jean, 
in the countryside near Lausanne in the small market-town of Mezieres, Switzerland. 
What began on a humble stage comprised of two railroad boxcars evolved into an an-
nual summer theater festival. During the First World War, though Switzerland retained 
its neutrality, Morax suspended the festival in 1915 due to financial limitations. Fol-
lowing the war's conclusion in 1918, the unstable musical environment in Paris and 
fin-de-siecle nostalgia was augmented by Claude Debussy's death in the same year. 
Three years later, Morax decided to reopen the festival with a work on the biblical sub-
ject, King David. He assembled a libretto from the Book of Kings, the First and Second 
Books of Samuel, and Clement Marat's Psalm translations, some of the first to appear 
in French vernacular in the 1500s and sung for centuries by Protestant congregations. 
Morax first asked Gustave Doret, the composer-in-residence of the festival, to supply 
the music. Given the short time period-only a few months-Doret turned it down, as 
did Jean Duperier. Soliciting a recommendation for someone wi lling to undertake the 
difficult task, the conductor Ernest Ansermet recommended Honegger without reser-
vation, and Igor Stravinsky endorsed the choice. Honegger described the commission : 
"In the beginning of 1921, I had a letter from Rene Morax ... He commissioned 
me with the composition of a King David which was to be performed in M 
the same year. Without be ing conscious of what a burden, responsibility ~~ ' ­
labor such an undertaking would mean to me, I took it with joy, all the more 
since this subject appealed to me as a student of the Bible." 
Honegger, born of Swiss-Protestant parents in France in 1892, was a hybrid of Ger-
manic background and French tra ining: following his youthful instruction in Zurich, he 
studied w ith Charles Widor and Vincent d' lndy in Paris. Included as one of Les Six, the 
composition of Leroi David marked Honegger's departure from the group and was cata-
lytic in securing his international reputation. Though he accepted the opportunity "with 
joy," the obstacles quickly became clear: the chorus at Mezieres consisted of amateurs, 
and the instrumentalists were scarcely better; the orchestra was limited to seventeen 
musicians due to financial limitations; and Honegger had only two months to create 
over one hour of music. He sought out Stravinsky's guidance regarding the small or-
chestra and recounted his response: "He gave me some very good advice: imagine that 
you yourself wanted this arrangement of seventeen musicians." Honegger followed his 
advice and scored the music for th ree groups: a woodwind sextet, brass quartet, and 
a group of instruments to f ill in rhythmic and harmonic elements, including the piano, 
harmonium, and a battery of percussion. 
Honegger began composing on February 25, 1921, starting with the chorus move-
ments because the amateur chorus had to begin rehearsals immediately. As soon as he 
completed a number, he sent it away without keeping even a copy for himself to refer 
back upon, lacking our modern scanning and copying tools. His mother died during this 
period, but he refrained from interrupting his work by going home to Zurich, though the 
dedication in versions II and Ill of Leroi David, "To my parents," dismisses thoughts of 
callousness. Honegger finished composing on April 28, just about one month before its 
premiere. Honegger reflected, "The subject perfectly suited my 'Biblical' tastes. I cher-
ish among my best memories these performances and especially the preparation of the 
work. Happy period! Students, peasants, professionals co-operated in the enjoyn v·· We had chariots drawn by real horses!" 
This first version premiered on June 11, 1921, in a performance that lasted over four 
hours-three hours of staged drama and one hour of Honegger's incidenta l music in 27 
numbers, conducted by the composer himself. The Mezieres audience received it with 
enthusiastic acclaim at its eleven initial performances, and its popularity demanded 
an additional two performances. Leroi David's success caused Morax and Honegger to 
create a concert version. The plot of such a dramatic oratorio was normally advanced 
by sung recitative, but Morax suggested instead that the spoken roles from the first 
version be reduced to a single narrator. Morax supplied the narrative text, and this 
second, concert version retained the music and orchestration from the first version. It 
premiered on January 21, 1923 and was so popular that it was performed on consecu-
tive nights for three months in Paris. The third version expanded the concert version 
to be performed by full symphonic orchestra. Tonight's performance uses the second 
version with a narration adapted by Robert Shaw and edited by the conductor. 
The opening scene, introduced by the orchestra, depicts the Lord speaking to his 
prophet Samuel, who chooses Israel's next king to be David, whom we see tending his 
sheep as a young boy, accompanied by pastoral instruments. The chorus assumes a 
refl dive, though celebratory role, singing the Ninth Psalm in affirmation of this choice. 
T ene advances forward to a battlefield: the Israelites and Saul are on the brink 
01 · eat by the Philistines. A solo trombone announces the challenge of the armored 
giant, Goliath, and David answers his charge and defeats him with but a few sticks and 
stones. Saul becomes jealous of David's rising popularity among the Israelites and tries 
to kill him, but David escapes and reflects, "In the Lord I put my faith," sung by tenor. 
David and Samuel retreat to the wilderness in the company of prophets, where Samuel 
dies. Saul assembles an army and seeks the help of a witch and her sorcery to defeat 
David. Another battle ensues as David joins with the Philistines to vanquish Saul at 
Mount Gilboa, where David mourns the slaughter. Closing the First Part, only women 
sing in the "Lamentation of Gilboa," the men conspicuously absent as they lay slain on 
the battlefield. 
The Second Part, comprising only two movements, shifts to an ecstatic celebration: Da-
vid is King, and the Israelites-priests, so ldiers, and women all-dance before the ark. 
This movement serves as the central pillar to Leroi David, with the opening and clos ing 
numbers providing the outer structural pillars. The longest movement, it ends with the 
appearance of an angel, who foretells the people of another, greater child yet to come. 
The Third Part reveals David's multiple transgress ions: first he sees Bathsheba high 
from his terrace and conceives a child with her. He then sends her husband, Uriah, to 
certain death on the battlefield. The chorus, serving heretofore as a protagonist turba 
chorus, becomes the vox David in a pair of penitential Psalms, "Pity me, Lord" and 
"Behold in Evil was I born.'' The Lord's wrath falls on the house of David, and conspiracy 
grows against him, led by his own son, Absolom. Near the Forest of Ephraim, David 
defeats Absolom and his followers, and the women once again express their grief. 
David grows old in age and recedes slowly, relinquishing power to Solomon and finally, 
.he passes away. 
The sic of Leroi David reveals an attentiveness to structural unity, creating a cohe-
siv k from what could otherwise be 27 fragmentary musical numbers. Honegger 
uses r elodic connections (the return of the "Alleluias" in nos. 16 and 27), key con-
nections CF major for the angel's appearances and the chorus's two hymns of praise, E 
minor for despair and defeat, F sharp for victory), and the modal scales to unify the 
I 
dramatic music. The influence of Bach is discernible throughout the symphonic psalm, 
from Honegger's counterpoint to his use of the "chorale" theme (composed by Honeg-
ger) in the concluding movement. Honegger reflected, "If I still participate in a state of 
things in their last stages, it is because it seems to me indispensable that, to progress, 
we must be solidly linked with what has preceded us. We must not break the tie with 
musical tradition. A branch separated from the trunk dies quickly." 
Honegger leaves us with a few of his own thoughts on Leroi David in My Profession, 
revealing his reservations but also overall approval: 
"The performance of King David arouses no very strong feelings in me. I listen 
with a certain boredom ... The principal defect in King David lies in the fact that 
a work originally conceived as a score to accompany a drama, as music for the 
stage, is today offered as an oratorio. I illustrated this drama as an engraver 
would illustrate the chapters of a book, with chapters in it of greater or less 
length. 
"You want to know where I begin to grow bored? I can tell you precisely: at No. 
6 of the first part. I open an eye at No. 8, because I wish to verify that it w; ~ 
this time, again, be played too fast. At the Chorus of Prophets and at the C .... i-J 
of the Israelites I doze off peacefully. I awake at the words, "The Eternal is my 
light" (11). The Dance before the Ark, despite certain details, gives me a kind 
of satisfaction, because there is a good sense of progress about its deve lop-
ment. In the third part, my preference goes to the combination of the Chorus 
with the Alleluias, which seems to me to accomplish in some degree what I 
had hoped for." 
Though it may have become a work of boredom for Honegger-perhaps due to its great 
popularity and excess of performances-Leroi David remains for modern audiences 
an expressive dramatic work, capturing intense violence, sensual romance, innocence, 
grief, repentance, and a hope in better things to come. 
-Timothy Westerhaus 
.I» 
TEXTS AND TRANSLATIONS 
Salve Regina 
Salve, Regina , Mater misericordiae, 
vita, dulcedo, et spes nostra, salve! 
Ad te clamamus, exsules filii Evae, 
ad te suspiramus, gementes et flentes 
in hac lacrimarum valle. 
Eja, ergo, advocata nostra, illos tuos 
misericordes oculos ad nos converte. 
Et Jesum, benedictum fructum ventris tui, 
nobis post hoc exilium ostende! 
0 clemens, 0 pia, 0 dulcis Virgo Maria. 
King David 
A Symphonic Psalm in Three Parts 
a~er a Drama by Rene Morax 
PART ONE 
1 Introduction 
2 The Song of David, the Shepherd 
God shall be my shepherd kind, 
He will shield me from the wind, 
Lead his lamb to pastures cool, 
Guide me to the quiet pool. 
He shall be my staff and rod, 
Restore my spirit again; 
E'en the darkest vale I trod 
Shall not be traveled in pain. 
He wi ll keep me from alarm, 
Though the lightning play around, 
. Save me with His mighty arm, 
The while, shelter me from harm; 
Co!T'f rt I have found. 
Hail, Queen, Mother of mercy, 
our life, our sweetness, and our hope, hail! 
To you we cry, as banished sons of Eve, 
to you we sigh, groaning and weeping 
in this valley of tears. 
Quicken. therefore, our advocate, those 
your eyes of mercy turn to us. 
And show to us Jesus, blessed fruit 
of your womb, after this exile! 
0 merciful, 0 pious, 0 sweet Virgin Mary. 
3 Psalm: All Praise to Him 
All praise to him, the Lord of glory, 
The everlasting God, my helper, 
He has avenged all my wrongs and my woes 
And by his hand, my people are made safe. 
When hordes of heathens arose up against me, 
By his right hand I felt myself sustained, 
His thunder pealed on the heads of the foe, 
who in their malice sought my end. 
Fanfare 
Entry of Goliath 
4 Song of Victory 
David is great, the Philistines o'erthrown! 
Chosen of God is he, succour'd and unafraid! 
Saul hath slain his thousands, 
And ten thousands David. 
5 March 
Song of Victory 
reprise 
6 Psalm: In the Lord I Put My Faith 
In the Lord I put my faith, I put my trust. 
How say ye unto my soul: 
"Flee like any bird unto the mountain?" 
For behold, evil is here, 
And the wicked bend their bow, 
That they may privily shoot them that are clean and upright. 
In the Lord I put my faith, I put my trust. 
7 0 Had I Wings Like a Dove 
0 had I wings like a dove, 
Then would I fly away and be at rest. 
Save in the tomb alone is there no comfort? 
ls there no balm to heal this woe of mine? 
Where shall I find for my head some safe shelter? 
Morning and eve I pray and cry aloud. 
The storm of my distress blows like the tempest, 
Bearing to God my cries and my prayer. 
8 Song of the Prophets 
Man that is born of woman lives but a little while! 
Whichever way he turn the path he must pursue is heavy to his feet. 
He cometh up like grass, which in time shall be mowed down. 
He fleeth as a shadow, and the place that once he knew remembers him no more. 
-~ 
I 
9 Psalm: Pity Me, Lord! 
Pity me, Lord, for I am weak! 
A refuge and harbour I seek. 
My weary head thy wings sha ll cover. 
When will the endless night be over? 
Pity me Lord, for I am weak. 
My heart upraise, my heart upraise 
To hymn the bounty all my days. 
0 sun arise to lead me on, 
That with my harp, the vict'ry won, 
I may return to sing a joyful song of praise. 
10 The Camp of Saul 
11 Psalm: God, the Lord Shall Be My Light 
God, the Lord shall be my light and my sa lvation. 
V':' cause have I to fear? 
( 1 he Lord shall be my strength in tribulation. 
His help is ever near. 
Though wicked enemies come, 
All my foes who my flesh would fain devour 
Bright sword and lance they might claim 
Yet they stumble and fall upon that hour. 
E'en though an host against me should rise I shall not be afraid; 
From field of war the Lord wil l hear my cries. 
And their arm shall be stayed. 
12 Incantation of the Witch of Endor 
Witch of Endor: 
Om! Om! By fire and water, 
by word and by whisper, by sight and by sound, 
burst the chains that bind'thee. 
Break the seal that locks the tomb. 
Come forth! Come forth! It is t ime. 
Om! Om! I call and invoke thee from the black abyss of Sheol. 
Come, return into the temple of nine doors. 
Come forth! Come forth! 
Give your blood! Smell the blood! Smell the life! 
I have torn you from the earth! 
Come forth! 
The fire burns me. It pierces my body! 
It cuts through my body to the marrow. 
Like a fiery sword. 
Come forth ! Arise! Arise ! 
The Shade of Samuel: 
"Why hast thou troubled me to bring me from the grave? 
Thou obeyest not the voice of the Lord 
Therefore, this day will the Lord deliver Israel 
into the hand of the Philistines. 
And tomorrow you and your sons shall be with me." 
13 March of the Philistines 
14 Lament of Gilboa 
David: 
Gilboa, Gilboa, 
Thy glory, 0 Israel, is slain upon they high places! 
How are the mighty fallen! 
Tell it not in Gath, 
publish it not in the streets of Ashkelon; 
lest the daughters of the Philistines rejoice-
lest the enemies of the Lord exult. 
Ye mountains of Gilboa, 
let there be no dew nor rain upon you 
nor upsurging of the deep, 
For there the shield of the mighty was defiled, 
even the shield of Saul, 
as though he had not been anointed with oil. 
From the blood of the slain, from the fat of the mighty, 
the bow of Jonathan turned not back and the sword of Saul returned not empty. 
Saul and Jonathan, beloved and lovely! 
In life and death they were not divided. 
They were swifter than eagles. 
They were stronger than lions. 
Ye daughters of Israel, weep over Saul, 
who clothed you daintily in scarlet, 
who put ornaments of gold upon your apparel. 
How are the mighty fallen 
in the midst of battle! 
Jonathan lies slain upon the high places. 
I am distressed for you, my brother Jonathan; 
Your love to me was wonderful-
passing the love of women. 
-
Women of Israel: 
Weep for Saul, weep for Saul. Ah! 
David: 
How are the mighty fallen, 
and the weapons of war perished! 
PART TWO 
15 Song of the Daughters of Israel 
Sister, oh sing thy song' 
Never hath God forsaken us, 
E'en in captivity, or in adversity, 
Chosen of him above, 
On us now lights his love. 
(". · he Lord, comes to bless Israel. 
I•( , . , give thanks unto the Lord. 
16 The Dance Before the Ark 
The Narrator 
Lo, the shepherds bring their flocks 
Chorus 
and the workers in the fields their harvest 
and wine from the vineyards. 
And all the artisans have worked 
for the glory of God. 
0 Israel, ascend the hill, 
for all the peoples shall receive 
the blessing of the Lord! 
The ark approaches, high on your shoulders, 
as it is borne in battle. 
See the singers and the musicians, 
and the women ringing their sistra. 
Behold! King David dances before the ark! 
And earth and heaven resound beneath the sun 
like tambourines under the white fingers of maidens! 
Mighty God! 
Jehovah be with us! Mighty God be with us, 
·o radiance of the morn, and the splendor of noon, 
Mighty God be with us, 
Tl- ide those doors that lead to heaven, 
Foi · righteous alone enter therein. 
Throw wide those gates that lead to justice, 
In those precious portals of God, God the Lord! 
Soldiers 
Many nations brought me to war, 
Yet in Jehovah's name, they were destroyed. 
Compassed me round like bees that swarm, 
Yet in Jehovah's name they were destroyed. 
Each withered bush I set on fire 
In great Jehovah's name, it was destroyed. 
For he has shielded me from harm, 
And his right hand has led me on. 
Almighty God, God above. 
Chorus 
Lord above! show thyself, 
And scatter all our foes' 
Mighty God be with us! 
Sing to the Lord, Sing loud and long! 
Play on your instruments and dance, 
Give to the Lord glory and strength! 
Let the sea roa r in its fullness, 
Yea, let the fields rejoice for gladness 
And the trees of the forest sing pra ises! 
In eternal light he abides, 
He hovers on wings of the wind, 
And his robe the roof of the earth. 
Hidden by clouds here lies his dwelling 
And 'mid the tempest, he has spoken. 
Then magnify the Lord Creator! 
Praise to the Holiest! Savior of Israel! 
Mighty God come to us! 
The Angel 
Give ear, 'tis not for thee as king to bu ild an house unto my name 
Behold a child is born to thee, 
and I wi ll set him on thy throne. 
And he shall be my Son, and I will be his Father, 
Then shall he build an house for my name 
And Solomon he shall be called 




17 Now My Voice in Song Upsoaring 
Now my voice in song upsoaring 
Shall loud proclaim my king afar. 
His wealth of splendor fast outpouring 
Shall put to nothing e'en the loveliest of star. 
Pride of Adam's race that bore thee, 
A simple shepherd, wont to sing, 
And yet surpassing all before thee, 
Thou hast been chosen by the Lord to be our king. 
God will send thee sons to cherish 
Who shall inherit in their turn, 
Thy name in glory shall not perish 
And all the people as their pastor shall announce thee master. 
r 
-~ ~ - ng of the Maidservant 
Oh my. love, take my hand, 
Let us wander the vale 
Where the vine-leaves so frail 
Promise fruit for the land. 
Nay, fair one, in this bower, 
As yet, no grape to cull 
But see, in splendor full 
The mandrake is in flower. 
19 Psalm of Penitence 
Pity me God, in my distress 
Tum not away, but heal me again, 
Wash me of sin and cleanse me of shame 
And in thy hot displeasure, 0 chasten me not. 
Pardon, 0 Lord, the evil done! 
Pity thou me in my distress! 
20 Psalm: Behold, in Evil I Was Born 
Behold, in evil I was born, 
And in in iquity conceived. 
For thou desirest truth and goodness And in the hidden part great wisdom. 
I have sinned, yea heavily transgressed. 
I have been shown the path to follow, And I have wandered from thy footsteps. Pity me God, 
· in my distress! 
Pardon Lord, the evil I have done! 
21 Psalm: 0 Shall I Raise Mine Eyes Unto the Mountains? 
O shall I raise mine eyes unto the mountains 
From whence should come my help? 
The Lord shall guide thy steps going and coming 
From henceforth, evermore! 
He will not suffer thy foot to be moved 
For he is on high watching above 
The Lord who is thy keeper 
Neither slumbers nor sleeps. 
22 The Song of Ephraim 
O thou forest of grief, 
Where ravens seek their prey, 
The fruit is gathered in 
That hung upon thy boughs. 
Thy fruit, fiery as blood, 
Was plucked by envious hands. 
And must this be the price, 
And forfeit of a kiss? 
23 March of the Hebrews 
24 Psalm: Thee Will I Love, 0 Lord 
Thee will I love, 0 Lord who art my fortress. T 
hou art my shield, the horn of my salvation. 
God is my refuge safe, I trust in him, 
My rock, my strength, my tower and my deliverer! 
In him I find the solace that I long for. 
He guideth my steps that I may walk in comfort. 
I call on him and invoke his aid, 
And I am saved from my strong enemy. 
When waves of death encompassed me, 
And snares of men made me afraid, 
Then did he send, and take me from above, 
And drew me forth out of many waters. 
Thee will I love, 0 Lord who art my fortress. 
Thou art my shield, the horn of my salvation. 
God is my refuge safe, I trust in him, 
My rock, my strength, my tower and my deliverer! 
25 Psalm: In My Distress 
In my distress, then I cried to my God, 
Sorrows of hell did so compass me round, 
Out of his temple he listened and heard! 
E'en to his throne came my voice to his ears! 
. J, ; 
Suddenly the earth did shake in its foundations. 
The very hills moved and trembled and broke, 
From summit above to the foot of the vale, 
So great the anger and wrath of the Lord. 
26 The Crowning of Solomon 






Now the days of David drew night that he should die; 
and he called Solomon, saying, 
" I go the way of all the earth. 
Be strong and show yourse lf a man; 
and keep the charge of the Lord thy God, 
to wa lk in his ways." 
"When one rules justly over men, 
he dawns on them like the morning light, 
like the sun shining forth upon a cloudless morning, 
to sprout upon the earth." 
The spirit of the Lord speaks by me. 
His Word is upon my tongue. 
Blessed be the name of the Lord." 
"Now these are the last words of David, 
the son of Jesse, 
the man who was raised on high, 
the anointed of the God of Jacob, 
the sweet psalmist of Israel." 
Chorus 
And God said: the day shall dawn, 
To bring a flower newly born 
From thy stem in fullness growing 
In fragrance sweet night and morn 
All my people shall adorn, 
W ith breath of life bestowing. 
Alleluia! Alle luia! 
ANN HOWARD JONES conductor 
Dr. Ann Howard Jones is professor of music and Director of Choral Activities at Boston 
University. Recognized for her expertise in conducting technique, choral and vocal 
pedagogy, rehearsal procedures and performance practice, Dr. Jones has been invited 
to deliver presentations at the national convention of the Music Educators National 
Conference and to lecture on Rehearsal Techniques at the International Federation of 
Choral Music Symposium. She has been a guest faculty member at the Universities of 
Missouri, Miami, Drake, San Diego State, Missouri at Kansas City, Michigan State and 
the North Texas. She delivered a lecture on Score Preparation for a Professional Training 
Workshop at Carnegie Hall, and the following year she was invited to prepare the cho-
rus for Charles Dutoit's performance of Stravinsky, Poulenc and Faure at Carnegie Hall. 
She was invited by Chorus America to lead a workshop for conductors of Children's 
Choruses on the campus of Northwestern University and in San Francisco with the San 
Francisco Girls Chorus, and she was invited to lecture on vocal technique in the choral 
rehearsal at Juilliard . Dr. Jones has also conducted the Mormon Tabernacle Choir in live 
broadcasts. She has served on panels for the Chorus America National Conventir 
Washington, D.C. and for the Conductors Guild. 
Equally acclaimed as a conductor, her guest conducting appearances have included 
many All State, district, regional and festival choruses. She has conducted the Bos-
ton University Symphony Orchestra and Symphonic Chorus in the Verdi Requiem in 
Symphony Hall which the Boston Globe called "sti rring" and "memorable". Dr. Jones 
conducted the Buffalo Philharmonic: Orchestra and Chorus. The Boston University 
Symphonic Chorus and Orchestra performed Britten's War Requiem for the 2004 
Eastern Division Convention of the American Choral Directors Association, and in 
2006 the BU Symphonic Chorus and Orchestra performed Vaughan Williams' Dona 
Nobis Pacem in Carnegie Hall for the inauguration of Robert Brown, the new president 
of Boston University. 
Dr. Jones was Assistant Conductor for Choruses with_the Atlanta Symphony Orchestra 
from 1984-1998 where she was closely associated with the late Robert Shaw, Music 
Director Emeritus and Conductor Laureate. She was the first Conductor of the Atlanta 
Symphony Youth Chorus. She served as Musical Assistant with the Robert Shaw 
Chamber Singers and Festival Singers, whose performances led to numerous record-
ings on TELARC and critical acclaim at Carnegie Hall. As one of the organizers of the 
Robert Shaw Institute, she assisted Mr. Shaw in the musical preparations for the Insti-
tute, which rehearsed, performed and recorded in France from 1988-1994. 
Among the awards Dr. Jones has received are Boston University's coveted Metcalf 
Award for Excellence in Teaching, an award based on peer evaluation of work in the 
classroom and student letters of support, and an invitation to lecture for the Lilly Foun-
dation's conference on the humanities. 
In the spring of 2009, she has been invited to conduct chorus and orchestra on 
1l.-' 
Vaughan Williams Dona Nobis Pacem and Cenotaph, a premiere by Domin ick Argento, 
on the National Convention of ACDA in Oklahoma City. 
TIMOTHY WESTERHAUS conductor 
Timothy Westerhaus is a doctoral student in choral conducting at Boston University, 
where he studies with Ann Howard Jones and where he rece ived his Master of Music 
degree in 2008. 2008-2009 marks his fourth season conducting the Boston Universi-
ty Choral Society and its select ensembles, the Women 's and Mixed Chamber Singers. 
At Boston University's Marsh Chapel, he serves as the Assistant Conductor and Choral 
Scholar of the Chapel Choir, directed by Scott Allen Jarrett. 
Highlights of the 2008-2009 year include solo tenor performances of Heinrich 
SchOtz's Musikalische Exequien with the Back Bay Chorale and J. S. Bach's St. John Pas-
sion with the Marsh Chapel Choir, and he will perform Bach's D major keyboard con-
certo with the Marsh Chapel Collegium this spring. Professional choral appearances 
include singing with Boston Secession and t he Oregon Bach Festival Choir for its 2009 
summer festival , and he will conduct performances of Aaron Copland's Appalachian 
Spring, Leonard Bernstein's Chichester Psalms, and Ludwig van Beethoven's Mass in C. 
r 
In t er 2008, Mr. Westerhaus conducted at the Oregon Bach Festival, studying 
with Helmuth Rilling as part of the Festival's conducting master class and Discovery 
Concert Series. He teaches on the faculty of the sacred music institute, Music Ministry 
Alive, located in St. Paul, and has conducted at the Bard Conductors Institute. A native 
of M innesota, Mr. Westerhaus studied conducting with Angela Broeker at the Univer-
sity of St. Thomas in St. Paul, MN, where he graduated with a degree in Liturgical Music 
in 2004. He studies piano with Marianne Fleming Bryan and has performed as a solo, 
chamber, and concerto pianist, including concerto appearances with members of the 
St. Paul Chamber Orchestra. Honored in 2004 as a North Central ACDA Collegiate 
Conducting Winner, he has also enjoyed conducting the Minnesota Chora le as part of 
its Emerging Conductor program under the direction of Kathy Saltzman Romey. He is a 
GIA Choral Clinician and has presented at several conventions of the National Associa-
tion of Pastoral Musicians. He is chair of the NPM Committee on Youth, reviews new 
choral music for NPM publications, and has published articles in Pastoral Music and 
the GIA Quarterly. 
J.D. BURNETTtenor 
J.D. Burnett has already enjoyed a varied career as a conductor, singer, an·d educator. 
He is on the music staff of the New Jersey Youth Chorus, is Associate Conductor of the 
Masterwork Chorus in Morristown, NJ, is Choir Director at St. Peter's Church in Moun-
tain Lakes, NJ, and teaches on the choral music faculty of Montclair State University. 
He is also Music Director for the burgeoning ensemble Kinnara. Prior to these appoint-
ments, he served as Interim Director of Choral Activities at San Jose State University, 
was Artistic Director of the New Jersey Chamber Singers, was Music Director of the 
Houston Masterworks Chorus, and founded Men's Consort Houston, and was a mem-
ber of the choral music faculty at Kingwood High School in suburban Houston. 
Burnett did undergraduate study at Stanford University and Oklahoma State University. 
He holds a Masters Degree in Choral Conducting from Westminster Choir College, 
where he sang in the Westminster Symphonic Choir and Westminster Kantorei, and 
served as Assistant Conductor of the renowned Westminster Choir. As a professional 
choral singer, Burnett has performed seasons, concerts, and recordings with the S' 
water Chamber Singers, Cantare Houston, The Santa Fe Desert Chorale, The Rob'L. 
Shaw Festival Singers, Furna Sacra, the Oregon Bach Festival Chorus, and Conspirare. 
EMILY CANIA soprano 
Emily Cania is a sophomore vocal performance major at Boston University. She studies 
with James Demler. Emily spent her senior year of high.school at the Crane School 
of Music at SUNY Potsdam. She studied privately with Deborah Massell at Crane for 
three years prior to her time at Boston University. Emily spent the summer before her 
senior year in high school studying at the Boston University Tanglewood Institute in 
the Young Artists Vocal Program. She has also studied piano privately for 11 years and 
violin for 7 years. 
ELISSA EDWARDS soprano 
Elissa Edwards is currently a Junior vocal performance major at Boston University and 
is a student of Gary Durham. She was a member of the Houston Grand Opera High 
School Voice Studio in 2005-2006 and a 2006 graduate of Houston's High School 
for the Performing and Visual Arts where she was the winner of the 2006 concerto 
and aria competition. She attended Boston University Tanglewood Institute and has 
performed with the Houston Bach Society Choir and several other ensembles. Last 
year she was cast in OperaHub's production of "The Emperor of Atlantis". She has 
sung numberous solos with Boston University Concert Choir and the St. Paul 's United 
Methodist Choir. 
ALEKSANDRA KALINOWSKI mezzo-soprano 
Alexandra Kalinowski is a senior Voice Performance Major at Boston University. There, 
she has been a soloist with the Boston University Choral Society, Women 's Chorale, 
anr ,· · mber Chorus as well as being a member of the Chamber and Symphonic 
I '• 
Ch6r es. In opera scenes, she has played Miss Pinkerton in The Old Maid and the 
Thief and Polissena in Radamisto. She attended the Bel Canto Institute in Florence, 
Italy as wel l as Songfest in her native Southern California where she performed in 
master classes with Martin Katz and Amy Burton . She has toured Europe twice with 
the Harvard-Westlake Chamber Singers and the Harvard-Westlake Jazz Singers and 
has also twice participated in the Fringe Festival in Edinburgh. Alexandra is a student of 
Sarah Arneson. 
EMILY MARVOSH Witch of Endor 
Emily Marvosh, mezzo-soprano, is active in opera and oratorio in the Boston area, and 
has performed roles with Intermezzo Chamber Opera, Lowell House Opera, Longwood 
Opera, and Boston Opera Project. Since 2006 she has been a member of the Opera 
Boston and Boston Lyric Opera ensembles. She holds degrees from Central Michigan 
University and Boston University. 
Oratorio appearances include the White Mountain Bach Festival, Boston Orpheus 
Ensemble, Marsh Chapel Choir, Masterworks Chorale, and the Paul Madore Chorale. 
In 2005 Miss Marvosh sang the role of Meg in the New England premiere of Mark Ad-
amo's Little Women, and also recently premiered the song cycle In the Sky She Floats. 
Additional recent performances include Der Rosenkavalier (Octavian) and The Barber 
of Seville (Rosina). In 2007 she was a member of the PORTopera "Maine's Emerging 
Artists" Young Artist Program in Portland, Maine. She can be seen this 
seas' a soloist with the Marsh Chapel Collegium Vocale and the Back Bay Chorale 
as w, in Boston Lyric Opera 's production of Rusalka. 
ROBERT CUMMINGS NEVILLE narrator 
Robert Cummings Neville, a former Dean of Marsh Chapel, is Professor of Philosophy, 
Religion, and Theology at Boston University and Executive Director of the Danielsen 
Institute. Dean of the Boston University School of Theology from 1988 to 2003, he has 
spoken from the March Chapel pulpit for many years. Neville was the first person to 
adapt and produce Plato's dialogue, Euthydemus, as a play. His opera libretto, The Death 
of Sisera, was published in Soundings. He has studied voice with Peter Ma ravel I in New 
York and with Julian Wachner and Douglas Kevin Wilson in Boston. He has performed 
as a narrator with the Back Bay Chorale. As a scholar, Neville has published over 
twenty books and two hundred articles; he has been president of the American Acad-
emy of Religion, the Metaphysical Society of America, and the Internationa l Society for 
the Study of Chinese Phi losophy. Currently he is president of the Highlands Institute 
for American Religious and Philosophic Thought. 
TAI ONEY countertenor 
A Master of Music student in Vocal Performance studying under the tutelage of Pe-
nelope Bitzas at Boston University, Tai is one of the newest young American vo ices to 
sing authoritatively in the countertenor range. He holds a Bachelor of Music Education 
degree from Stetson University, where he studied conducting under Dr. Duncan Couch 
and voice with Dr. Craig Maddox. 
While at Stetson he was the first-place winner of the (Stetson) Harold Giffin Vocal 
Scholarship, t he (Stetson) Concerto Competition, and third place in the 2004 NATS 
Southeastern Region. In 2007, Tai was a Southeast Regional finalist in the Metropoli-
t an Opera National Council Aud it ions, placing first runner-up. He was also th ird-place 
recipient in the Palm Beach Opera Competition. Tai has performed tenor roles such as 
Matt in the off-broadway musical The Fantasticks (Stetson University Opera Theatre), 
and Sportin' Life in an abridged version of Porgy and Bess (Stetson University Opera 
Theatre) . He has sung the alto solos for Haydn's Paukenmesse and was se\l'.n with the 
Boston University Opera Theatre performing the roles of La Libellule and Un Potre in 
Ravel's L'enfant et Jes sortileges. Earlier thi s year, Tai made his professional opera debut 
with Opera Boston performing the role of Athamas in Handel 's Seme/e, and was the 
World-Premiere Artist for the "Negro Spiritual" Scholarship Foundation's annual gala. 
BOSTON UNIVERSITY CONCERT CHOIR 
AND WOMEN'S CHORALE 
TIMOTHY WESTERHAUS conductor 
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BOSTON UNIVERSITY CHAMBER CHORUS 
ANN HOWARD JONES conductor 
TIMOTHY WESTERHAUS assistant conductor 
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-BOSTON UNIVERSITY SCHOOL OF MUSIC 
UPCOMING EVENTS AND PERFORMANCES 
. ' 
Wednesday, February 18, 7:30pm BUTI Benefit Concert 
Solo and chamber performances by BUTI facul ty artists 
For more information and t ickets visit 
http://www.bu.edu/ cfa/ music/tanglewood/ concert 
Tsai Performance Center 
Thursday, February 19-22, 7:30pm 
Monday, February 23, 7:30pm 
Tuesday, February 24, 7:30pm 
Thursday, March 5, 7:30pm 
Thursday, March 19, 7:30pm 
Friday, March 20, 7:30pm 
Therese Raquin 
WILLIAM LUMPKIN conductor 
JIM PETOSA st age director 
BU Theater Mainstage 
Faculty Recital 
KETTY NEZ piano 
PETER ZAZOFSKY violin 
CFA Concert Hall 
Boston University Wind Ensemble 
DAVID MARTINS conductor 
TERRY EVERSON trumpet 
Tsai Performance Center 
Boston University Symphony Orchestra 
DAVID HOOSE conductor 
Tsai Performance Center 
A Celebration of Beethoven 
Featuring st udent performances of 
piano and chamber works for piano 
Tsai Performance Center 
Ellalou Dimmock Vocal Award Recital 
LIANA GUBERMAN soprano 
CFA Concert Hall 
For more informat ion on our events, please contact the School of Music office at (617) 353-3341 . 
Sign up for the CFA E-calendar at www.bu.edu/cfa/events 
CFA Concert Hall, 855 Commonwea lth Ave. 
Tsai Performance Center, 685 Commonwea lth Ave. 
BU Theatre Mainstage, 264 Huntington Ave. 
BOSTON UNIVERSITY SCHOOL OF MUSIC 
Founded in 1873, the School of Music combines the intimacy and intensity of conserva-
tory training with a broadly based, traditional liberal arts education at the undergradu-
ate level and intense coursework at the graduate level. The school offers degrees in 
performance, composition and theory, musicology, music education, collaborative 
piano, historical performance, as well as a certificate program in its Opera Institute, 
and artist and performance diplomas. 
In 1954, the College of Fine Arts was created to bring together the School of Music, 
along with two new entities: the School of Theatre and the School of Visual Arts. The 
University's vision was to create a community of artists in a conservatory-style school 
offering professional training in the arts to both undergraduate and graduate students, 
complemented by a liberal arts curriculum for undergraduate students. Since those 
early days, education at the College of Fine Arts has begun on the BU campus and ex-
tended into the city of Boston, a rich center of cultural, artistic and intellectual activity. 
Boston University, founded in 1839, is an internationally recognized institution of. _ 1er 
education and research. With more than 30,000 students, it is the fourth largest 
independent university in the United States. BU contains 17 colleges and schools, 
along with a number of multi-disciplinary centers and institutes that are central to the 
school 's research and teaching mission. 
COLLEGE OF FINE ARTS ADMINISTRATION 
Walt Meissner, Dean ad interim 
Andre de Quadros, Director, School of Music 
Jim Petosa, Director, School of Theatre 
Lynne Allen, Director, School of Visual Arts 
Patricia Mitro, Senior Assistant Dean, Enrollment Services 
Stephanie Trodello, Assistant Dean, development and Alumni Relations 
John Amend, Assistant Dean for Finance and Administration 
Ellen Carr, Executive Director of External Relations 
Chris Santos, Director of Development and Alumni Relations 
Jean Connaughton, Public Relations/ Marketing Associate 
Co.Ileen Walsh Powell, Alumni Officer 
Molly Hirsh, Development and Alumni Relations Associate 
-FRIENDS OF SCHOOL OF MUSIC 
Friends of the School of Music are a select group of people who, through their annual contributions, believe in 
the importance of supporting gifted student musicians through their educational activities, events, programs, 
and performances. We invite you to join the Friends of the School of Music at the College of Fine Arts and help 
support the talented young artists of Boston University. 
The College thanks the following donors for their generous support during the 2007-2008 fiscal year. 
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STRINGS Renee Krimsier flute HISTORICAL MUSIC EDUCATION 
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